prey" (8). Given the violent opening section of the book, that line is savagely ironic.
Of course, no women are present when the men discuss K.D. and Arnette.The men have, however, called in an outsider to negotiate a truce: Richard Misner, Ruby's Baptist preacher, whom the Morgans consider a potential threat. His socially progressive ideas are part of the problem, but to the Morgans, the real threat is that Misner "could encourage strange behavior; side with a teenage girl; shift ground to Fleetwood.A man like that, willing to throw money away, could give customers ideas. Make them think there was a choice about interest rates" (56).
To the elder Morgans, K.D.'s brashness presents less a moral problem than a threat to the status quo. The need to call in an outsider like Misner to negotiate between the 8-rock families weakens the Morgans' position. Despite the moral talk in the heated exchange at the Fleetwood house, the Morgans want, above all else, to remain in control. The unspoken answer to Misner's question concerns the "open secret" of Arnette's pregnancy (K.D. is the father, of course). There is a silent consensus not to broach that topic, but to quickly conclude the negotiations. K.D. agrees to apologize, and the elder Morgans promise to assist with Arnette's upcoming college expenses. When Steward asks ifArnette might not change her mind about going to college,Jeff snaps, "I'm her father. I'll arrange her mind" (61). At the first mention of college, Steward asks when school begins. Told it starts in August, he asks if Arnette will be ready by then. The subtext is, as I read it, that Steward is contemplating when Arnette's baby would be due. When Jeff Fleetwood vows to arrange his daughter's mind, the suggestion may be that he will get her out of town in time to spare the town any disgrace.3
The exchange in the Fleetwood house exemplifies how things work in Ruby: the town elders negotiate on behalf of the younger men and all the women. Deals are cut in the back room, and a blind eye is turned toward unfortunate accidents like Arnette's pregnancy. Above all else, the 8-rocks want to preserve the town's stability, and, of all the elders, the Morgans are most interested in preserving the status quo.
The hierarchy demonstrates its power again in the "Seneca" section, when the older and younger males discuss the Oven-a centerpiece of the town carried from its original site in Haven, Oklahoma, to the town of Ruby. The Oven's motto has been partially erased or broken; the younger generation wants to update it to read "Be the Furrow of His Brow," whereas the older generation wants to preserve the original version,"Beware the Furrow of His Brow." Interestingly, neither group knows for certain what the original message was; the elders are relying on the memory of Esther Fleetwood (86-87). The heated exchange-again moderated by Richard Misner-is telling. Deacon Morgan fiercely condemns the younger men: "Nobody, I mean nobody, is going to change the Oven or call it something strange. Nobody is going to mess with a thing our grandfathers built.... They dug the clay-not you." Misner's response indicates his sympathies: "Seems to me, Deek, they are respecting it. It's because they do know the Oven's value that they want to give it new life." Royal Beauchamp seconds the sentiment, claiming, "It's our history too, sir. Not just yours." Deacon curtly responds, "That Oven already has a history. It doesn't need you to fix it" (85-86).
The scene exposes competing concepts of communal historiography. The older generation is firmly committed to its extant narrative. As they understand it, the story includes every fact about how the 8-rocks got to Haven and the meaning of that ordeal. Morrison employs this strategy of pastiche, or "repetition and variation," in "Patricia," one of the most fascinating portions of Paradise. Patricia Best Cato is Ruby's self-appointed local historian, who collects and records the town's various family trees. But the townspeople resent her prying questions and shut "Invisible doors." The instinctual defensiveness of her fellow townspeople prompts Patricia to abandon "all pre-tense to objective comment." Rather, "The project became unfit for any eyes except her own" (187). In Ruby, all communal history is patriarchal and rigidly controlled. As a woman, then, she must pursue the project as an exercise in personal historiography. This is a familiar theme in Morrison's work, and it is of central importance to Paradise (though it is more directly addressed in the Convent-centered narratives). Ultimately, however, Patricia's exercise in personal historiography proves to be of limited use.
Patricia's failure contrasts sharply with similar situations in both Beloved andJazz. Mae G. Henderson analyzes Sethe's "reconstitution of self" and suggests that this process-the construction of identity, rather than the discovery of it-is central to Morrison Pat's smile was crooked. In that case, she thought, everything that worries them must come from women.
"Dear God," she murmured. "Dear, dear God. I burned the papers."
Is Patricia lamenting her impulsive act or celebrating it? The reader can imagine either or both. In the reading I prefer, Patricia realizes that her role as a woman has a certain potential power in "worrying" the Morgans, and that she has erred in burning the manuscripts because now she has no textual proof for her claims. Patricia's act completely undermines her position as a textual historiographer of Ruby; the town will henceforth have an oral history rigidly controlled by men.
Of Richard Misner tries unsuccessfully to sort through the various versions to get at the truth.There are simply too many versions of the event: "Other than Deacon Morgan, who had nothing to say, every one of the assaulting men had a different tale and their families and friends (who had been nowhere near the Convent) supported them, enhancing, recasting, inventing misinformation" (297). This period of exponentially multiplying versions of the assault is Ruby's most postmodern moment. As Linda Hutcheon notes, "What is foregrounded in postmodern theory and practice is the self-conscious inscription within history of the existing, but usually concealed, attitude of historians toward their material" (74). This "self-conscious inscription" motivates each family to change the story as they tell it "to make themselves look good" (Paradise 297).
Hutcheon, quoting Barbara Foley, argues that
The postmodern situation is that a "truth is being told, with 'facts' to back it up, but a teller constructs that truth and chooses those facts." ... In fact, that teller-of story or history-also constructs those very facts by giving a particular meaning to events. Facts do not speak for themselves in either form of narrative: the tellers speak for them, making these fragments of the past into a discursive whole.
For Lone DuPres, this communal process of "enhancing, recasting, [and] inventing information" is dispiriting: "she became unhinged by the way the story was being retold; how people were changing it to make themselves look good." She refrains from openly criticizing her neighbors, however, because she sees a potential for rebirth. Remembering that because the bodies of the slain women all mysteriously disappear no one feels the need to call the (white) police into the town, Lone decides "God had given Ruby a second chance" (297).
Deacon Morgan does his part to satisfy the town's need for penance. While his brother, Steward, remains "insolent and unapologetic" (299), Deacon walks barefoot (he is customarily seen driving his luxury sedan) to Richard Misner's house, of all places, where he indirectly confesses to his adulterous affair with Connie Sosa, one of the murdered Convent women (though he will not name her). Deacon also relates to Misner the story of his twin grandfathers, Coffee and Tea, who were held at gunpoint by whites and ordered to dance. One brother, Tea, danced. Coffee, who refused to dance, was shot in the foot. As a result of the incident, Coffee never again spoke to his brother. Deacon admits to Misner that he is unsure which brother is at fault: the brother who danced to save his feet or the brother who defiantly took the bullet but chose to lose a brother. Misner, understanding Deacon's tale as an indirect plea for guidance, urges Deacon to forgive and to love Steward. When Deacon says "I got a long way to go, Reverend," Misner assures him "You'll make it.... No doubt about it" (303).
The implications for the Morgan twins' tight grip on the town seem obvious: there can never again be complete consensus between the brothers: "the inside difference was too deep for anyone to miss" (299). Sens- 
